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PREFACE   TO    NEW    AND    REVISED    EDITION. 


THE  present  volume  is  intended  as  a  Supplement,  or  Appendix,  to  the  author's 
"PRACTICAL  HARMONY."  It  was  impossible,  in  that  work,  to  include  more  than  a 
limited  number  of  exercises,  without  making  it  of  an  inconvenient  size;  the  need  for 
some  additional  exercises,  especially  upon  the  matter  contained  in  the  earlier  chapters, 
has,  however,  been  felt  by  the  author  from  the  first,  and  he  has  therefore  compiled 
the  present  series,  in  the  hope  that  they  may  be  found  useful,  both  to  those  who  are 
studying  from  "PRACTICAL  HARMONY,"  and  also  to  those  using  other  treatises. 

With  regard  to  the  questions,  forming  so  large  a  part  of  this  volume,  the  author 
would  suggest  that  the  pupil  should  be  given  these  to  answer  before  working  the 
exercises  on  each  chapter,  as  the  very  fact  of  writing  down  the  answers  to  such 
questions  is  of  immense  value  in  impressing  the  various  subjects  on  the  learner's 
memory.  He  should  also  be  required  to  furnish,  from  the  works  of  good  composers, 
examples  of  the  various  chords  and  chord-progressions  as  he  proceeds.  In  the  third 
part  of  the  volume  will  be  found,  as  in  "  PRACTICAL  HARMONY,"  several  melodies  for 
the  student  to  harmonize.  These  have  been  arranged  so  as  to  correspond  with  the  plan 
adopted  in  that  work,  viz.,  to  harmonize  first  with  a  very  limited  number  of  chords,  and 
gradually  to  increase  the  "vocabulary"  as  the  pupil  progresses. 

The  author  wishes  to  urge  the  student  to  play,  as  well  as  write,  all  the  chord- 
progressions,  etc.,  asked  for  throughout  this  Appendix,  transposing  them  into  all  keys. 
He  should  also  make  a  point,  from  the  very  first,  of  harmonizing  melodies  and  basses 
at  the  keyboard,  in  order  to  impress  the  sound  of  the  various  harmonies  upon  his  ear, 
and  also  to  give  him  facility  in  the  practical  and  ready  exemplification  of  what  he 
has  learnt. 

LONDON, 

July,  IQII. 
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APPENDIX 


TO 


PRACTICAL    HARMONY. 


PRELIMINARY  DEFINITIONS. 

i. — Describe   the   following   terms  : — Melody,   Harmony,  Part,  Bass,  Root,  Modulation 
Chord,  Concord,  Discord,  Diatonic,  Chromatic. 

2.— How  many  kinds  of  "  Motion  "  are  there  ?     Describe  them. 
3. — Name  the  various  "  Cadences,"  and  explain  their  characteristics. 


PART  I. 


DIATONIC     HARMONY. 


CHAPTER    I. 

TRIADS. 

i.— (What  is  a  Triad  ?     How  many  kinds  are  there,  and  what  are  their  names  t 

>*-/ 
2. — Which  interval  in  a  Triad  gives  it  its  name  ? 

3. — What  kind  of  5th  must  always  be  present  to  form  a  Common  Chord? 
(A- — How  many  varieties  of  Common  Chord  are  there^ 
5- — Which  Triads  are  Concordant,  and  which  Discordant,  or  Dissonant- 
5 — Write  Triads  of  each  description  on  various  bass-notrs. 

N.  10,280. 


CHAPTER  II. 


THE  TRIADs  OF  A  MAJOR  KEY. 

1.  —  Which  degrees  of  a  major  scale  bear  Corrmon  Chords?  Which  of  these  are  major 
and  which  minor  ? 

2.  —  Describe  the  nature  of  the  Triad  upon  the  7th  degree  of  a  major  scale. 

3.  —  Write  out  all  the  Major  Common  Chords  in  the  keys  of  G,  E>,  B,  At?,  F#  and  B?, 
and  all  the  Minor  Common  Chords  in  the  keys  of  D,  F,  C&  B?,  A  and  E. 

4.  —  What  is  meant  by  doubling  a  note  ?     Which  note  is  it  best  to  double  in  the  direct 
position  of  a  Common  Chord  ?     Give  some  examples  of  such  doublings. 

5.  —  Name  an  important  exception  to  the  above  general  rule. 

6.  —  Give  two  rules  concerning  the  leading-note.     Which  of  the  following  examples  aie 
correct,  and  which  incorrect,  and  why  ? 
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7. — Which  note  may  be  omitted  from  a  Common  Chord  ? 

8. — Describe    the    terms    "  close    position "   and   "  extended    position,"   as   applied    to 
Harmony. 

9.  — Pomt  out  the  faults  of  Melodic  Progression  in  the  following  phrase  : — 


^ 


io.— Enumerate  the  faults  of  Harmonic  Progression  in  the  following  passage  : — 
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it. — Under  what  conditions  may  the  interval  of  an  8ve  or  the  interval  of  a  perfect  5th 
occur  in  each  of  two  succeeding  chords  without  bad  effect  ?     Give  examples. 

12. — Which  of  the  two  following  examples  is  correct  ?   and  why  ? 


i3- — Give  two  useful  hints  for  obtaining  smoothness  and  correctness  in  a  succession  of 
harmonies. 

14. — If  the  roots  of  two  succeeding  common  chords  in  their  direct  position  stand  at  the 
distance  of  a  2nd  from  one  another,  in  which  direction  should  the  upper  parts  generally 
move  in  order  to  avoid  "  consecutives  "  ? 

15. — Correct  the  following  faulty  progressions  : — 
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EXERCISES   ON   THE   TRIADS   OF  A   MAJOR   KEY. 
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CHAPTER    III. 
THE   INVERSIONS   OF   THE   TRIADS   OF   A   MAJOR    KEY. 

FIRST  INVERSION  OF  TRIADS. 
i. — What  is  meant  by  an  inversion  of  a  chord  ? 

2. — How  many  inversions  are  possible  to  any  given  chord  ?  How  many  inversions  has  a 
triad? 

3. — What  is  meant  by  the  "  first  inversion  "  of  a  chord  ?  Give  some  examples  of  such 
"  first  inversions." 

4. — How  many  notes  of  a  major  key  can  bear  concordant  first  inversions  ? 

5. — If  two  or  more  first  inversions  occur  in  succession,  which  part  of  the  chord  is  it 
advisable  to  place  in  the  higher  part,  the  3rd  or  6th  from  the  bass  ?  and  why  ?  Give  examples 
to  prove  your  statement. 

6. — Correct  the  following  succession  of  first  inversions  : — 
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stating  the  best  plan  to  be  adopted  in  order  to  avoid  "  consecutives  "  in  such  a  passage. 

7- — When  is  it  best  not  to  double  the  bass-note  of  a  first  inversion  ?     Alter  the  doubling 
in  those  of  the  following  chords  that  you  deem  would  be  improved  thereby. 
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8. — Is  the  doubling  in  the  chord  marked  *  faulty  ?     If  not,  why  is  it  permissible  r 
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9.—  Give  another  name  for  the  first  inversion  of  a  triad. 
10. — Write  in  four  parts  the  chord  indicated  by  : — 
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EXERCISES  ON  THE  FIRST  INVERSIONS  OF  A  MAJOR  KEY. 
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Hymn-tune. 
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SECOND  INVERSION  OF  TRIADS. 

1 1.  —  Describe  the  "  second  inversion"  of  any  chord. 

12. — Which  triads  only,  of  a  major  key,  usually  have  a  good  effect  in  the  second 
inversion  ? 

13. — Name  three  ways  in  which  it  is  correct  to  follow  a  second  inversion.  Give  an 
example  of  each. 

14. — Second  inversions  are  sometimes  called  " cadential,"  and  also  "passing."  Describe 
these  terms,  and  state  upon  which  degrees  of  the  scale  these  are,  as  a  rule,  to  be  found 
respectively. 

15. — What  is  wrong  in  the  succeeding  example  as  regards  the  approaching  of  the  second 
inversion  marked  *  ?  ^ 


1 6. — Which  is  the  best  note  to  double  in  a  second  inversion  ? 
17. — Give  another  name  for  the  second  inversion  of  a  triad. 
18. — Write  in  four  parts  the  chord  indicated  by  : — 


| 


19. — (a)  What  is  wrong  in  the  following  example? 


(l>)  Re-arrange  the  notes  of  each  chord,  so  that  the  passage  shall  have  a  satisfactory 

effect. 

20. — How  is  it  best,  in  the  majority  of  cases,  to  treat  the  upper  parts  of  the  harmony 
when  a  second  inversion  is  followed  by  a  direct  common  chord  on  the  same  bass-note  ? 
Give  an  example. 


EXERCISES  ON  THE  SECOND  INVERSIONS  OF  A  MAJOR  KEY. 
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CHAPTER  IV. 


THE  TRIADS  OF  A  MAJOR  KEY  (continued}. 

i. — Name  two  restrictions  with  regard  to  the  progression  of  the  "  outside  "  or  "  extreme 
parts  of  two  succeeding  chords. 

2. — Point  out  the  faults  in  the  following  : — 
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3. — Are  the  following  progressions  right  or  wrong  ?    and  why  ? 


EXERCISES  ON  THE  TRIADS  OF  A  MAJOR  KEY  (continued*-,. 
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CHAPTER  V. 


THE  TRIADS  OF  A  MINOR  KEY. 

i. — Which  of  the  two  forms  of  minor  scale,  the  Harmonic  or  the  Melodic,  ss  used  fo» 
the  formation  of  chords  ? 

2. — Which  degrees  of  a  minor  scale  bear  common  chords  ?     Which  of  these  are  majos 
and  which  minor  ? 

3. — Describe  the  nature  of  the  triads  upon  the  2nd,  3rd,  and  7th  degrees  of   a  mino: 
scale,  and  write  them  in  the  keys  of  D  minor,  E  minor,  F  minor  and  Bt?  minor. 

4. — Which  is  the  best  note  to  double  in  the  chord  of  the  sub-mediant  of  a  minor  key 
when  it  follows,  or  is  followed  by  the  chord  of  the  dominant  ? 

5. — Correct  the  following  progressions. 


6. — What  is  the  signification  of  a  tj,  $,  or  b  under  or  over  a  bass-note  ? 

7. — Write  out  the  first  inversion  of  all  the  triads  in  the  key  of  F#  minor,  marking  with 
a  +  any  that  may  be  discordant  in  this  position. 

8. — When  may  (a)  the  Minor  7th  (b)  the  Major  6th  of  the  melodic  minor  scale  be  used  in 
chord  formation  ?     Give  two  examples  of  the  use  of  each  in  the  key  of  A  minor 

9. — What  is  the  signification  of  a  t{,  #,  or  b  against  a  figure  ? 

10. — Which  chords  only  are  usually  taken  in  the  second  inversion  in  a  minor  key?     Give 
examples  of  these  in  the  key  of  D  minor. 

n. — Write  the  second  inversion  of  the  chord  of  the  tonic  in  the  key  of  C  minor,  following 
it  in  three  different  ways. 

12.— Point  out  the    faults   in  the   following   passage,   and  re-write  it   according   to  the 
figuring  :— 
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EXERCISES  ON  THE  TRIADS  OF  A  MINOR  KEY 
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CHAPTER   VI. 

ON   THE   PARTICULAR   TREATMENT    OF   DIMINISHED  AND  AUGMENTED 

TRIADS. 

i. — Name  the  dissonant  triads  in  (a)  the  major  form  of  a  key,  and  (b)  the  minor  form 
of  a  key. 

2. — What  is  meant  by  the  "  resolution  "  of  a  discord  ? 

3. — Upon  what  chord  should   (/.)  the  Diminished  Triad  on  the  super-tonic  of  a  minor 
key,  and  (/'/.)  the  Augmented  Triad  on  the  mediant  of  a  minor  key,  resolve? 

4. — Describe  the  "  preparation  "  of  a  discordant  note. 

5. — Write  in  its  direct  position,  the  Diminished  Triad  upon  the  super-tonic  of  the  key  of 
E  minor,  preparing  and  resolving  the  dissonant  5th. 

6. — Write  in  its  direct  position  and  also  in  its  ist  inversion,  the  Augmented  Triad  upon 
the  mediant  of  G  minor,  preparing  and  resolving  the  dissonant  5th  in  each  case. 


EXERCISES    ON    TFE    PARTICULAR    TREATMENT    OF     DIMINISHED    AND 

AUGMENTED   TRIADS. 
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CHAPTER  VII. 


SEQUENCES. 


i. — What  is  a  Sequence  f 


t. — Write  an  example  of  (/'.)  a  Melodic  Sequence  ,  (it.)  a  Harmonic  Sequence. 
3. — Name  some  licenses  allowed  in  the  repetitions  of  a  Sequence. 

4. — The  following  Sequence  does  not  tsrmiuate  properly.     State  the  reason  of  its  bad 
effect,  and  modify  the  ending  so  as  to  produce  a  satisfactory  result. 
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5. — What  is  the  difference  between  a  "  Tonal  "  Sequence  and  a  "  Real  "  Sequence  ? 

6. — Continue   the   following   as   a   modulating  Sequence,  passing   through   the   keys   of 
D  minor,  E  minor,  F  major,  and  G  major,  and  add  a  Perfect  Cadence  in  the  key  of  C. 
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CHAPTER  VIII. 

THE  CHORD  OF  THE  DOMINANT  SEVENTH. 

j. Of  what  does  the  chord  of  the  Dominant  7th  consist?  Write  this  chord  in  the 

keys  of  G,  E  and  F  major,  and  D,  F  and  A  minor. 

2. — How  many  dissonant  intervals  are  present  in  the  chord  of  the  Dominant  7th? 
and  which  are  they  ? 

3. — Upon  what  chord  does  the  chord  of  the  Dominant  7th  usually  resolve,  and  which 
of  its  notes  demand  a  special  progression  ?  What  is  their  progression  ? 

4. — state  which  note  must  be  omitted  from  either  one  or  the  other  chord  when,  in  four 
parts,  the  direct  position  of  the  Dominant  7th  resolves  upon  the  direct  position  of  the 
Tonic  chord.  Write  two  examples  of  the  above  progression  in  the  key  of  D,  exemplifying 
(»'.)  the  Dominant  ith  in  its  complete  form  ,  (//.)  the  Tonic  Chord  in  its  complete  form. 

5. — State  what  is  wrong  in  the  following  chords,  and  correct  them. 


6. — How  many  inversions  are  possible  to  the  chord  of  the  Dominant  7th  ?  Write  out 
the  Dominant  7th  in  the  key  of  A  minor,  in  its  direct  position  and  all  its  inversions, 
resolving  each  upon  the  chord  of  the  tonic. 

7. — Name  an  important  exception  to  the  usual  progression  of  the  7th  in  the  chord  of 
the  Dominant  7th.  Give  an  example  in  the  key  of  G 

8. — Give  the  figuring  for  each  position  of  the  Dominant  7th. 

g, — in  which  inversion  is  the  root  frequently  omitted?  In  such  a  case  which  note 
is  often  doubled  ? 

10. — Name  the  faults  in  the  following  progressions. 
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EXERCISES  ON  THE  CHORD  OF  THE  DOMINANT  SEVENTH. 
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CHAPTER  IX. 


THE  CHORD  OF  THE  DOMINANT  SEVENTH  (continued). 

1.  —  Write  the  direct  position  of  the  Dominant  7th  in  the  keys  of  F  major  and  E  minor, 
resolving  it  upon  the  chord  of  the  sub-mediant  in  each  case. 

2.  —  What  treatment  has  the  yth  in  the  chord  of  the  Dominant  ;th  when  it  resolves  upon 
an  inversion  of  the  chord  of  the  sub-dominant  ? 

3.  —  Write  the  first  inversion  of  the  Dominant  yth  in  the  key  of  A  major,  resolving  it  upon 
an  inversion  of  the  sub-dominant  ;  also  the  and  inversion  of  the  Dominant  7th  in  the  key  of 
A  minor,  resolving  in  the  same  way. 

4  —  Name  the  faults  in  the  following  progressions  :  — 
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EXERCISES  ON  THE  CHORD  OF  THE  DOMINANT  SEVENTH  (continued.') 
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CHAPTER     X. 


PASSING-NOTES. 

1.  —  What  is  a  "  Passing-note  "  ?     Give  an  example. 

2.  —  How  are  Passing-notes  usually  approached  and  quitted  ? 

3.  —  Mark  with  a  cross  any  Passing-notes  in  the  following  passage  that  you  Ihink  are  not 
treated  correctly,  stating  your  reason  in  each  case  :  — 
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J^ 


^^f^T^ggi 


4. — Do  Passing-notes  more  frequently  occur  on  /«.y  accented,  or  on  more  strongly  accented 
parts  of  the  bar  than  the  harmony-notes  that  precede  them  ?  Give  the  usual  name  for  Passing- 
notes  occurring  on  the  accent. 

5. — Is  the  example  at  (b}  more  correct  than  the  one  at  (a),  or  not  ?  State  the^reason  for 
your  answer. 
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6. — What  is  an  "Auxiliary-note"?     When  is  it  desirable  for  an  Auxiliary-note  to  be  at  the 
distance  of  a  semitone  rather  than  lit  the  distance  of  a  whole  tone  below  its  resolution  ? 


7. — What  are  "  Changing-notes  "  ?     Give  an  example. 


(       28       ) 

8. — Is  the  leap  from  the  Passing-notes  at  (a)  and  (£)  correct,  and  if  so,  why? 

(a)  (6) 


g. — When  should  the  major  6th  of  the  melodic  minor  scale  be  used  as  a  Passing-note  ? 
Give  an  example  in  A  minor. 

10. — When  should  the  minor  yth  of  the  melodic  minor  scale  be  used  as  a  Passing-note? 
Give  an  example  in  A  minor. 

ii. — In  proceeding  between  the  Dominant  and  Tonic  of  a  minor  scale,  it  is  possible  to 
introduce  two  Passing-notes ;  when  should  these  two  Passing-notes  be  the  major  6th  and  yth, 
and  when  the  minor  6th  and  yth  of  the  melodic  minor  scale  ?  Give  examples  in  A  minor. 

ia. — How  are  Passing-notes  in  the  bass  indicated? 


CHAPTER  XI. 


MODULATION  TO  NEARLY  RELATED  KEYS 

1.  —  Name  the  keys  most  closely  related  to  the  keys  of  D,  E,  and  B  major  ;  and  to  the  keys 
of  A,  E  7,  and  F#  minor. 

2.  —  How  is  a  modulation  effected  ? 

3.  —  Instance  a  harmonic  progression  of  two  chords  that  satisfactorily  defines  a  key. 

4.  —  Describe  "  gradual  "  modulation.     Give  an  example. 

5.  —  Modulate,  by  means  of  irregular  resolutions  of  the  chord  of  the  Dominant  yth,  from 
the  key  of  D  to  each  of  the  following  keys  :  —  B  minor,  G  major,  E  minor,  A  major,  and 
F#  minor. 

6.  —  What  is  "  false  relation"  ?    Give  an  example. 


7. — To  what  keys  may  the  following  chord  r?n      i?&~   I  belong,  diatonically  ? 

I?/     pa     » 


EXERCISES  ON  PASSING-NOTES  AND  MODULATION  TO  NEARLY 

RELATED  KEYS. 
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CHAPTER  XII. 

THE  SECONDARY  (OR  DIATONIC)  CHORDS  OF  THE  SEVENTH 

i. — Describe  a  "  Secondary  "  chord  of  the  7th. 

2. — In  what  respects  do  the  Diatonic  chords  of  the  7th  formed  upon  other  degrees  of  a 
major  or  minor  scale,  differ  from  the  chord  of  the  Dominant  7th  in  construction  ? 

3. — Prepare,  sound,  and  resolve  in  each  case,  the  direct  position  and  ail  the  inversions  of 
the  Secondary  chord  of  the  7th  on  the  super-tonic  of  the  key  of  E>,  stating  the  general  rule  of 
resolution.  Which  inversion  is  rarely  used  ? 

4. — Has  the  3rd  in  the  secondary  chords  of  the  7th  a  fixed  progression  ?  If  not,  why 
has  it  not  ? 

5- — Which  notes  need  to  be  prepared  and  resolved  in  the  following  chord,  in  C  minor? 
\-Q :-r=: n 

should  be  their  progression? 


6.— What  is  the  so-called  "  Chord  of  the  added  6th  "  ? 

7. — Write  in  four  parts  a  Sequence  of  "Secondary  7ths"  in  their  direct  position,  in  the 
key  of  F,  ending  the  example  with  a  perfect  cadence. 

EXERCISES  ON  THE  SECONDARY  CHORDS  OF  THE  SEVENTH. 
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CHAPTER  XIII. 


SUSPENSIONS. 


t. — Define  a  Suspension. 


2. — State  in  what  respects  a  Suspension  differs  from  an  "  essential  "discord,  such  a*  i  :hord 
of  the  yth. 

3. — Name  the  more  usual  Suspensions. 

4. — Is  the  note  marked  with  a  +  a  Suspension,  or  not  ?     Give  your  reason. 
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5. — (a)  Improve  the  following  example  by  re-barring. 


(£)  What  causes  the  above  to  sound  faulty  as  it  stands  ? 
6. — Point  out  the  faults  in  the  following  : — 
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7. — Is  the  progression  at  (b)  more  correct  than  the  progression  at  (a)  ?     If  not,  why  not  ? 


^  —  ^  1 

n            d           cl 

J 

f<    ') 

m  **     i~j 

fil  a    8  — 

i  —  H- 

8. — When  only  may  the  note  upon  which  a  Suspension  resolves  be  sounded  at  the  same 
time  as  the  Suspension  ? 

9. — Give  examples  of  the  original  position  and  all  inversions  of  the  Suspended  gth  of 
the  tonic  in  the  key  of  D. 
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to. — Give  examples  of  the  original  position  and  all  inversions  of  the  Suspended  4th  of  the 
tonic  in  the  key  of  F. 

1 1.— Give  examples  of  the  original  position  and  all  inversions  of  the  Suspended  6th  of  the 
dominant  in  the  key  of  G. 

12. — In  what  respect  does  the  resolution  of  the  "Suspended  leading-note"  differ  from  that 
of  the  Suspensions  of  gih,  4th  and  6th  ? 

13. — Give  examples  of  the  original  position  and  all  inversions  of  the  "Suspended  leading- 
note  "  in  the  key  of  A  minor. 

14- — Give  an  example  of  a  Double  Suspension.     Which  Suspensions  are  most  frequently 
combined  ? 

15. — Give  an  example  of   the  Suspension  of  a  complete  chord,  and  state  the   rule   of 
resolution. 


EXERCISES  ON  SUSPENSIONS 
SUSPENDED  QTHS. 
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SUSPENDKD    4THS. 
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SUSPENDED  6THS. 
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PART  II. 


CHROMATIC     HARMONY. 


CHAPTER  XIV. 

i. — Describe  the  formation  of  the  chromatic  scale,  and  write  out  the  chromatic  scales  of 

D,  E?,  F8,  A?,  and  B 

2. — Define  a  chromatic  chord. 

3. — Name  the  most  important  chromatic  concord  ot  a  key  ;  describe  its  nature,  and  state 
which  of  its  notes  are  chromatic  (/' )  if  taken  in  the  major  mode,  and  (/'/)  if  taken  in  the  minor 
mode,  of  the  key.  Give  examples  of  this  chord  and  its  inversions  in  the  keys  of  F,  G  minor, 

E,  and  FjJ  minor. 

4. — It  is  necessary  for  the  above  chromatic  concord  to  be  followed  in  one  of  two  ways  in 
order  to  prevent  modulation.  Name  them  both,  and  give  examples  of  each. 

5. — State  any  peculiarities  connected  with  the  3rd  of  this  chord. 


EXERCISES  ON  THE  SUPER-TONIC  CHROMATIC  CONCORD. 
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CHAPTER    XV. 


THE  CHROMATIC  CHORDS  OF  THE  SEVENTH- 


i. — On  which  degrees  of  the  scale  can  chromatic  chords  of  the  7th  be  formed  r 


2. — In  what  respects  do  these  chromatic  chords  of  the  7th  differ  from  the  diatonic  chords 


of  the  yth  formed  upon  the  same  degrees  of  the  scale? 


. — Describe  the  cnords  marked  *  in  the  following  examples  : — 


Allegretto. 


-JJJJIJ""  fH--^-rry 


(,7)     « 
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Moderatn. 


4-— Name  the  class  of  discords  to  which  these  chromatic  chords  of  the  7th  belong. 


CHAPTER    XVI. 


ON   THE   PARTICULAR  TREATMENT   OF  THE   SUPER-TONIC 
CHROMATIC  SEVENTH. 

r. — Give  examples  of  the  Super-tonic  chromatic  7th  in  the  keys  of  D  major,   b,  minor, 
A!?  major,  and  Bb  minor. 

2. — Name  the  two  most  frequent  resolutions  of  this  chord,  and  state  the  progression  of  the 
3rd  and  yth  in  each  case. 

3. — Give  examples  (in  C  minor)  of  the  Super-tonic  chromatic  7th  in  all  positions,  resolving 
the  chord  in  both  of  the  above  two  ways  in  each  case. 

4. — Does  the  following  passage  modulate  or  not  ?     Give  your  reason. 

fist 
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5. — What  is  there  in  the  following  example  that  is  exceptional  ? 
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6. — State  under  what  conditions  the  7th  is  free  to  be  doubled. 


EXERCISES  ON  THE  PARTICULAR  TREATMENT  OF  THE  SUPER-TONIC 

CHROMATIC  SEVENTH. 
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CHAPTER    XVII. 

ON   THE   PARTICULAR  TREATMENT  OF  THE   TONIC   CHROMATIC 

SEVENTH. 

L—Give  examples  of  the  Tonic  chromatic  yth  in  the  keys  of  El?  major,  G  minor,  B  major, 
and  C#  minor. 

2. — Name  the  usual  resolutions  of  this  chord,  and  state  the  progression  cf  the  3rd  and  yth 
in  each  case. 

3- — Give  examples  (in  F  major)  of  the  Tonic  chromatic  ;th  in  all  positions,  resolving  the 
chord  in  both  of  the  above  ways  in  each  case. 

4. — Comment  upon  the  treatment  of  the  chord  marked  x. 


EXERCISES  ON  THE  PARTICULAR  TREATMENT  OF  THE  TONIC 
CHROMATIC  SEVENTH. 
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CHAPTER  XVIII. 

THE  CHORD  OF  THE  DOMINANT  NINTH. 

i. — Describe  the  chord  of  the  Dominant  gth  ;  how  many  varieties  of  this  chord  are  there? 
In  which  of  the  two  forms  of  a  key  are  these  varieties  to  be  found  respectively  ? 

2. — In  harmony  of  four  parts,  which  note  of  the  chord  of  the  Dominant  gih  is  usually 
omitted  ? 

3. — Enumerate  the  various  ways  in  which  the  gth  in  this  chord  may  resolve. 

4. — Give  an  example  of  each  position  of  the  chord  of  the  Dominant  Minor  gth  in  the  ke) 
of  D,  resolving  the  gth,  in  each  case,  upon  the  root  of  the  same  chord  Which  note  should 
be  omitted  in  each  case  ? 

5. — Generally  speaking,  what  should  be  the  relative  position  of  pth  and  3rd  in  a  chord  of 
the  Dominant  Major  pth  ? 

6. — When  the  gth  resolves  upon  the  3rd  of  the  same  chord,  in  how  many  ways  may 
it  do  so  ? 

7. — Give  an  example  of  each  available  position  of  the  chord  of  the  Dominant  Major  gth  in 
the  key  of  E,  resolving  the  Qth  in  each  case  upon  the  3rd  of  the  same  chord,  and  exemplifying 
each  of  the  two  ways  indicated  in  your  answer  to  Question  6.  Which  note  of  the  chord  must 
always  be  omitted  in  this  resolution  ? 

8. — Name  the  most  usual  resolution  of  the  gth  in  the  chord  of  the  Dominant  pth,  when  it 
moves  together  with  the  rest  of  the  chord,  and  not  while  the  rest  of  the  chord  remains,  is  in 
the  two  preceding  instances. 

9. — Give  an  example  of  each  position  of  the  chord  of  the  Dominant  gth  (minor  and 
major,  alternately)  in  the  key  of  AP,  resolving  it  in  this  way  in  each  case. 


io. — Correct  the  following  progressions 
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1 1. — What  is  meant  hy — (/.)  The  chord  of  the  Diminished  71)1  ?     (//'.)  The  chord  of  the 
Leading  yth? 

EXERCISES  ON  THE  CHORD  OF  THE  DOMINANT  NINTH. 

RESOLUTION  I. 
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3          q3— -  3 —  q — 


a  tempo. 


m.  e  rail. 


-»-!- 


7  t)5  6   fc]6 
4 


6        7 
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Double  Chant. 
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A   fefc 

?  2 

| 

^G>  1 

^  

&  

9  —  ' 

V  1 

n 

4.    bS2g 

ci  —  Q  — 

Hf^»  1  

^  

... 



i  U 

7        t|4  6 

5          2 


6  9         6 4    3 


((*}  •  b  — 

-H 

r3  ^  1 

i  —  hr3  f 

,        1   i 

&  

CD 

H 

4  —                   6             4          t^76 
lM    2                              3           S-- 

6 

4            7 
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RESOLUTIONS  I.  AND  11. 


JIM    J    J_TJJL^M 


6—  6 

3    4 

2 


766  46 

4  2 


*4— 
*3   2 


M.J 


.. 


6—  6      6     *7       6       6  666 

34          4        S ,4 4  7  — 

2—  732-,. 


4—       6 
32 


t|7  6     |4      6 

5-       2    t]5 


rf»ir  P  J 


7—  667— 

|6 —  6— 

4—  4— 


6 

Us 


66 


9  3 
7— 


6. 


rgy  [,    «l           1 

S  M 

i        i 

I  ]    j"3i 

r^\      J   | 

—  0  

^ar 

V  Ti    —  • 

9     3 
7  — 

A 

6           76 
4          5- 

r  r  J 

9t33 
4           7  — 

6  75 

6  — 

f          4  — 


Mr- 

>  h 

1  f— 

1  1  

»  

1  0  tt  

—  )  • 

-^  1«  — 

^4. 

1      CJ 

\^ 

—  <sJ  J— 

^                     n 

A                     A 

6        p 

i 

r  Fr 

6            6— 

4            34 

a 

6 

6 

6             6 

4        H 

IP 


6  6         7  t36 


7     6 
5  — 


5    6 

4  — 
3  — 


Double  Chant. 
5 


7.  p*fl 


3  4 


#4 

2 


3   4 


4     3 


9  6. 


5     6 

4  — 
3  — 


6         6 


6          93 

4  7 — 
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Moderate. 


8. 


5*6     8 

4- 

3 


6 —    6 


333333 


8      7  6        9*3 


:fc± 


calando. 


ra//. 


TF 

4  — 
3  — 


f 


6—     6 

4' 


6 —      5 


4     323— 


9    8  — 


4  — 


RESOLUTIONS  I,  II  AND  III. 


Hymn-tune. 
3 


N  J  N  J  j_r 


I 


l?7 


6     #4       6      6 
43 


6    |6       6 
4  |  4 


60 


4          7— 


m 


10. 


6666 
4 


Double  Chant. 


,           p  n  1 

*3  i^j  rt  

^"^                 6 

6            6                                   7 

3 

4 

cj  ,     fjl            r,      ii.             4 

i        |          ,_  =  ~~^  [1 

-N 

6                     6              4            t>7 
4                                     3              5 

2 

6 

4 

8                       7 
4                3  

Andante. 


11. 


6        t(6       6 
5 


X  E  in  all  parts. 
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—  --x 

. 

'fn 

P  i^  —  1 

-t-i 

'    r]  J—  j 

\J 

1 

— 

=--wJ 

—  -==— 

F 

- 

ndft  t 

^^-r 

*T 

V  * 

p  —  r 

—  «  — 

\J           *  
4— 
3- 

2  — 



4— 
3— 

2  — 

6 

9    $3 

4      *7  

Is  — 

<_^ 

~^  F~^* 

7         |6      tjfi 
1                  " 

6          7        #6       6   "    "7          6        44 

*|          4    »£=  " 3 


3   *4 


CHAPTER  XIX. 

THE  CHORDS  OF  THE  SUPER-TONIC  AND  TONIC  NINTH. 
THE  SUPER-TONIC  NINTH. 

I. — Describe  the  chord  of  the  Super-tonic  gth  ;  how  many  varieties  of  this  chord  are 
there  ?  In  which  of  the  two  forms  of  a  key  are  these  varieties  to  be  found  respectively  ? 

2. — Enumerate  the  various  ways  in  which  the  9th  in  this  chord  may  resolve. 

3. — Give  an  example  of  each  position  of  the  chord  of  the  Super-tonic  minor  gth  in  the 
key  of  F  minor,  causing  the  9th  in  each  case  to  fall  to  the  root  of  the  same  chord,  and  then 
resolving  the  entire  harmony.  Which  note  should  be  omitted  in  each  case  ? 

4. — Give  an  example  of  each  available  position  of  the  chord  of  the  Super-tonic  major 
9th  in  the  key  of  B,  causing  the  gth  in  each  case  to  proceed  to  the  3rd  of  its  own  chord, 
and  then  resolving  the  entire  harmony.  Which  note  must  always  be  omitted  ? 

5.— When  the  gth  in  a  chord  of  the  Super-tonic  gth  resolves  together  with  the  rest  of  the 
chord,  upon  a  dominant  discord,  or  tonic  concord,  which  note  is  always  omitted  in  the  inversions 
and  what  interval  should  not  be  exceeded  in  the  movement  of  the  9th  ? 

6. — Give  an  example  of  each  position  of  the  chord  of  the  Super-tonic  9th  (minor  and 
major  alternately)  in  the  key  of  D,  resolving  the  9th  in  each  case  together  with  the  rest  of  the 
chord,  and  varying  the  resolution  of  the  entire  harmony,  as  indicated  in  the  preceding 
question. 

7. — Describe  the  chord  of  the  Tonic  gth  ;  how  many  varieties  are  there  ?  In  which  forms 
of  a  key  are  these  varieties  employed  ? 

8. — State  what  interval  should  never  be  exceeded  in  resolving  the  gth  in  this  chord. 
9. — Enumerate  the  various  ways  in  which  the  9th  in  this  chord  may  resolve. 
io.— Give  some  examples  of  the  more  frequent  uses  of  this  chord,  in  the  key  of  G. 

ii.— Give  three  tests  by  which  it  is  possible,  at  a  glance,  to  find  the  root  of  an  inverted 
chord  of  the  9th.  when  such  is  not  present  in  the  chord. 


12. — Write,  upon  a  third  staff,  below  the  bass  of  the  following  example,  the  root  jf  each 
chord  of  the  gth  contained  therein  : — 


I 


* 


V — is»- 


m 


EXERCISES  ON  THE  CHORDS  OF  SUPER-TONIC  AND  TONIC   NINTH.* 

Andante.     

3  L  U 


i-m 


66 


U 

73  2 


6        8         6 

bs- —      s 


466 

2 


1)5- 


^N^^        '  tr  ~  8  _  fi        hn    8  fi  o          fi         b 


]l 


6      fcj9  8  6 


77         t|6 
5  4 


Hymn-tune. 

3, 


#4 

2 


6767 

S        4        * 


&t 


\fs> ? 


1^ 
*7 


6      "7 

5 


4         7 

3 


*The  Student  should  write  the  root  of  each  chord  of  the  Qth  upon  a  third  stafi. 
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Sequence. 


m 


.7 — 


D     .  9    3  4          66 

ti? —       2 


p       f       * 


V r 


B6      bs- 


137 

is 


9   3 

7 — 


Double  Chant. 

3. 


±: 


IJI 


87 


67 


S 


^J  r^* 


6        6 — 
4         34 


9 

*; 


6      #9  $3 
4         7 


CHAPTER    XX. 

CHORDS  OF  THE  NINTH  (continued.) 

EXPEDIENT  FALSE  NOTATION. 
i. — Explain  "  Expedient  False  Notation," 
2. — When  is  such  "  False  Notation  "  most  often  employed  ?     Give  an  example. 

3. — Mark  with  a  *  the  cases  of  "  False  Notation  "  in  the  following  passage  ;  substitute  the 
true  notation  in  every  instance,  and  then  give  the  root  of  the  chord  in  each  case : — 


•  •  j  —j—m 

T^TTT 


14 


£S 


r 
J  J 


S 


EXERCISES  ON  THE  CHORDS  OF  THE  NINTH  (continued.} 

EXPEDIENT  FALSE  NOTATION.* 
Hymn-tune. 

3  <o Q_         — 


@,  i?  a  p 

~t|"  e  

—  £-*  

^-^ 

&  

—  ^  

|?7        t]6          4            6           tk 
543                         $3 
3          2 

1 

r   ..  ft  7 

9    8 

6 

5                                K/ 

*?                              r 

•^                             j 

Et=tJC 

6      |6         6  5 

543 


tJ6       4    3 


6  7 

4          »S 
3          fl3 


8—7         876 

5 354 

423 


Bourre"e.     Allegro. 


^ 

)  *"*  O  T3  

1—^   1 

r~i  i 

1  —  i  — 
—  i  —  '  —  rt  — 

-#^T  S  ! 

0 

ra      • 

-=ll 

±5 


76  6        fl7  3 6 

|3  4       fl5  3333 

»— f: — (• — *- 


t|7      $6       4—  6     |4        6      6  6   ' 
54322 


6       6      6    $4        5- 
422- 


*  The  Student  should  write  the  root  of  each  chord  of  the  Qth  on  a  third  staff. 


#6        t|7   *6  h  7        6 
4          5     4    #3 
3  3 


4 — 


»*.  <  ro//. 


4   3    6 


4  3#6 
5 


6466 

42  4 


6—87    5 7      4  3  2 

43   3—    423- 


Double  Chant. 


3. 


R^L  /$  —  &  — 

"^n  O  —  ' 

fj  

£  

~~P  ^~ 

^—    ~-4j 

u  "  6  —  • 

7            6 

-e  H—  «  

6 

_ 

£5      6 

1         3 

H 

6 

^:ft  Ifr"  "1 

1  1  — 

U^1T|_T  
6 

r    r 

6          H6 

IS            4 

C2  

6 
5 

L-L^uJ 

6            9    S 
4            7  

Mi 


Andante  tranquil lo. 

3 

1C 


4: 


6        5    fr7 

435 


- 

==j  === 

:  1— 

1  ±1 

&'               \ 

\^-.  H 

,  7    6      fr 

7 

98        ?7 
•76             e 

-"--  —  r|  ^  ^  =—  « 

987                         6          9            6 

i_                       bi 

X  Treat  this  passage  as  a  Sequence. 


67 


CHAPTER   XXI. 

THE  CHORD  OF  THE  DOMINANT  ELEVENTH. 

i. — Describe  the  chord  of  the  Dominant  nth.     How  many  notes  of  the  complete  chord 
will  always  have  to  be  omitted  in  four-part  harmony  ? 

2. — In  how  many  ways  may  the  nth  in  this  chord  resolve  ?     Name  them 

3. — Wherein  lies  the  difference  between  the  chord  marked  (a)  and  the  chord  marked  (<$)? 
Is  one  more  correct  than  the  other,  or  not  ? 


4. — Give  an  example  of  each  available  position  of  the  chord  of  the  Dominant  nth  in  the 
key  of  E?,  causing  the  i  ith  in  each  case  to  fall  to  the  3rd  of  the  same  chord,  and  then  resolving 
the  entire  harmony.  Vary  the  examples  by  sometimes  including,  and  sometimes  omitting,  the 
major  or  minor  pth.  Which  note  must  necessarily  be  absent  from  the  chord  in  every  case  ? 

5. — Give  an  example  of  each  available,  position  of  the  chord  of  the  Dominant  major  9th  and 
i  ith  in  the  key  of  D,  causing  the  gth  and  nth  to  proceed  respectively  to  the  3rd  and  5th  of 
the  same  chord,  and  then  resolving  the  entire  harmony.  Which  notes  must  be  omitted  ? 

6. — Under  what  conditions  may  the  5th  be  included  in  the  .chord,  when  the  nth  resolves 
upon  that  interval?  Give  an  example  in  the  key  of  B?. 

7. — To  what  chords  does  the  chord  of  the  Dominant  nth  usually  proceed  when  the  nth 
resolves  together  with  the  rest  of  the  chord,  and  not  while  the  rest  of  the  chord  remains,  as  in 
the  two  preceding  instances  ? 

8. — Which  notes  are  then  usually  omitted  ?  Name  the  intervals  cf  the  chord  usually 
present  under  these  conditions. 

9. — Give  an  example  of  each  available  position  of  the  chore  of  the  Dominant  nth  in 
the  key  of  F,  resolving  the  nth  directly  with  the  rest  of  the  chord.  Vary  the  examples 
by  sometimes  including,  and  sometimes  omitting,  the  major  or  minor  Qth.  Vary  also  the 
resolution  of  the  entire  harmony,  according  to  your  answer  to  Question  7. 
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10. — Are  the  ?th  and  gth  in  the  chord  marked  with  a  cross  (viz ,  F  and  A),   treated 
correctly  ?    Justify  your  answer. 


r 

1 1. — What  is  the  so-called  "  Chord  of  the  added  6th  ?  " 

12. — Correct  the  following  progressions,  stating  what  is  wrong  in  each  example. 
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EXERCISES  ON  THE  CHORD  OF  THE  DOMINANT  ELEVENTH. 

RESOLUTIONS  I  AND  II. 
"3T 


Moderato. 

| 


1. 


frfJt     r-,    J   J   J   J- 

y,  h.L                 2                • 

-s)  —  d- 

J               J      1 

/.  J>  ;r-]  |  ,-  -j^=^ 

_&  —  jt 

_*  *_*__^_.  —  *   •   J 

_M  «  h-  -1  «  

6             6 

ii          hi 

.  1^         J         !  : 

7      "(i                                               6                              T 

,    —  H3 
9    b9      8 

H 

t>5     4                        55 

9 

X  Accented  passing-note. 
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fV 

cr 

^=^ 
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1  —  J  — 

3=q 

X 

M  J  JJ   ^j 

^S 

^ 

P=| 

/ 

U        J        J        1 

J        J        ^         1 

4        6        7 
?3  5 


ii        6 
9        4 


6 

bs 


J      '      7 


___.  -^""l 

f   r 

-^  J  —  "^  H 

—  ^  —        —  *  — 

L^J    '    -    LJ: 

rzV. 

-^  ^  H 
—  !  p  H 

^==z^=- 

43            b? 

H-                 i 

T         T 

^                             J       = 

7    6                      P7 

-«—  =  H 

"93 

7 
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Double  Chant. 
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7  6 
5  4 
3 


6  7 


6       5 
4       3 


#4 
3 


6  7 


8    7 
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3. 

^  fi 


-* — »- 


66766     6 6        683 

4    ,5     4  tjS 


[^4»'r  "^ri 

r-f-r- 

P  ^  i 

^i*ff 

«  —  i 

-PT-*- 

~*  — 

t=4=f 

•  *    i 

-j    • 

^—  H 

—  *t- 

-A  —  H 

437—  76984       7 6 

6—  5  3     ,5 

33  $333 


66       467       7 — 9    3 

fc  4    37— 


X  Accented  Passing-note. 
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RESOLUTIONS  I,  II  AND  III. 


Hymn-tune. 
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67646- 
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TJ6        6        4     t]5 
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—i  —  r^  1  1    r  ° 
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c        J      J     1 
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-J  —  E  H-1  — 

7       RS 
5         « 

4  
3 
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8      t>3         7— 
-6                43 
4 

_ 

Moderate  grazioso. 
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v~ 

—  ^ 
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1 
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6           7  
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3 

^ 


*= 
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3  4  34  45 —  |  P5 
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2 
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4       6 
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*  Allowable  Consecutive  Sths. 


m 
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6—767- 
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Double  Chant. 
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6. 
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5  4  3 


6  4 

5  2 


X   Accented  Passing  note. 


CHAPTER   XXII. 

THE  CHORDS  OF  THE  SUPER-TONIC  AND  TONIC  ELEVENTH. 

i. — Describe  the  chords  of  the  Super-tonic  and  Tonic  nth.     How  many  notes  of  the 
complete  chords  will  always  have  to  be  omitted  in  four-part  harmony  ? 

2. — Describe  the  chords  marked  X. 


(«.W 


m 


^ 


1    hJ.-£l  J- 

{-** f^- m- 


:t 


3. — With  what  difference  of  notation  would  the  chord  marked  x  in  example  (it.)  be  usually 
written  ? 


EXERCISES  ON  THE  CHORDS  OF  SUPER-TONIC  AND  TONIC  ELEVENTH. 

Hymn-tune. 
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6     #6       6 

$444 
3        3 


7      6 

£  ; 


6       7       * 
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m 


ir 
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4  4 
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b 

—  -&"~6       6~~        $ 

5       6       5 
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3        »3 
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ii    r    r  i 

^-p  

^~ 
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4 

_cJ  |J  ^  :  1  1  iqp_| 
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jf^-"« 
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-^                 66 

4 

m  —  SB 

6             4 
5             3 

J'      '      ^     1 
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5 
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«     ^       » 
6                 93 
5                7— 
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CHAPTER  XXIII. 

THE  CHORD  OF  THE  DOMINANT  THIRTEENTH. 

i. — Describe  the  chord  of  the  Dominant  i3th.  How  many  notes,  at  least,  of  the  complete 
chord  must  be  omitted  in  four-part  harmony  ? 

2. — In  how  many  ways  may  the  i.^th  in  this  chord  resolve  ?     Enumerate  them. 

3. — What  should  usually  be  the  relative  position  of  the  7th  and  i3th  in  a  chord  of 
the  1 3th? 

4. — Give  an  example  of  each  available  position  of  the  chord  of  the  Dominant  Major  i3th 
(without  pth  or  nth)  in  the  key  of  F,  causing  the  i3th  in  each  case  to  fall  to  the  5th  of 
the  same  chord,  and  then  resolving  the  entire  harmony.  Which  note  of  the  chord  must  be 
omitted  in  every  case  ? 

5. — Explain  the  chords  marked  X  in  the  following  examples  :— 


^ 


& 


rrsi 


^=w 


X  X  x 

6. — State  the  fault  in  the  following  progression,  and  re-write  it  correctly 

J -J 


m 


7. — Give  an  example  of  each  available  position  oi  the  chord  of  the  Dominant  Major 
(without  oth  or  nth)  in  the  key  of  E,  causing  the  i3th  to  rise  in  each  case  to  the  7th  of  the 
same  chord,  and  then  resolving  the  entire  harmony.  Which  note  of  the  chord  must  be 
omitted  in  every  case  ? 
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8. — Describe  the  chords  marked  X  in  the  following  examples  : — 
X  X 


T3  

^  ^"""rj  — 

T3  

^yl  —  Zi  Q  — 

s 

7  z_i 

i  "•" 

T3  

=M 

9. — What  is  the  usual  progression  of — (/.)  The  minor  i3th;  (if.)  The  major  i3th,  when 
either  resolves,  together  with  the  rest  of  the  chord,  upon  a  note  of  some  other  harmony  ? 

10. — Write  the  following  chords,  resolving  the  i3th  in  each  case  directly  upon  a  note  of 
the  tonir  harmony  : — 

(i.)  Direct  position  of  the  Dominant  Minor  T3th  in  the  key  of  D  major,  accompanying 
the  1 3th  merely  with  the  root  and  3rd  of  the  chord. 

(if.)  Third  inversion  of  the  Dominant  Major  i3th  in  the  key  of  B  major,  accompanied  by 
root,  3rd  and  7th. 

'•if.)  First  inversion  of  the  Dominant  Minor  i3th  in  the  key  of  B  minor,  accompanied  by 
3rd,  7th  and  minor  gth 

(iv.)  Third  inversion  of  the  Dominant  Major  i3th  in  the  key  of  E  major,  accompanied  by 
minor  Qth  and  nth.  Resolve  this  chord  upon  the  ist  inversion  of  the  Super-tonic 
major  pth  ;  resolve  that  upon  the  2nd  inversion  of  the  common  chord  of  the  tonic 
and  end  the  example  with  a  perfect  cadence. 

n. — Explain  the  chords  marked  x  in  the  following  passige.     Is  there  "false  relation 
between  the  first  two  chords  ?     Give  a  reason  for  your  answer. 


9 


T 


J 


^ 


f 


12. — Specify  the  nature  of  the  fault  in  the  following  progression,  and  correct  it: — 
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EXERCISES  ON  THE  CHORD  OF  THE  DOMINANT  THIRTEENTH. 

RESOLUTIONS  I  AND  II. 


Grazioso. 


1. 


5      3 


Hymn  tune. 
3 


2. 


4 t|3 

2      3 


4        3- 


-p* » 


6        fi4 


3  4- 


7 4 

5 2 

2      3 


ED 


7    6      6      t)6     |>7 

34—  4 


'3 5 


3     2     3 
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i 


76         66        76 

5    4  4       t}3— 

2 #2 


467 


65 

4 


eJ   •      * 


6      4       6  *4     6  13 5 


t|6         6             76      6  3    4 

4         5  4 333 


$6  7      7 8    6    s 

5 6     3    4    3 


6676 

4    .4 

t33— 


1*7 


6      S 
4      3 


4  3— 


Andante  con  molo. 


fiSO 

c  —  *  —  1 

•  *  »  —  | 

b» 

*       2a 

-v  —  d  fc 

1  1  1 

L- 

=  —  1  — 

1  1  — 

$6          6          6 
4 
3 

be  

7 

*      * 

6           6 

4 

7  7 

43           4 

3 

3        >3 

667 


6      #:> 

5      t)3 


w 

s 


#      5 

4 


7     $6   ^7 
5       4      S 

3—    q 


7         798 


13  - 

ii      3 


Hymn-tune. 
3 


7         7 


7         13   S 

8   7— 

3 


6       6 

5 
4 


t>3 


fff*K 

y  i%  u^"  b* 

—  gj        1  

?^J  i  

<!^> 

I  L    I          |       ^       _  q 

w 

^7  q»  H^  - 

—  •    '• 

7 

7 

b 

- 

^'^             g-j  ^  C-<  ^  

7                  7656 

4                      4_ 

k<.                              i 

"?v    :  : 

3      3 

3  — 


i 

^ 

b  

fg  T 

^ 

rj 

=3 

i  

—  H 

^. 

^ 

> 

2 

—  b" 

45 

—  T3 

a 

^^ 

—-_-    A\ 

6,7       ,4  6 


7  6         7         6        13  5 

4          7- 

u- 


Allegretto  gratioso  ed  espressivo. 


^ 


P          talando. 


3: 


^1 


ii     3 

9   13 
7 


»     3 


Allowable  cunicci'iive 
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CHAPTER  XXIV. 

THE  CHORDS  OF  THE  SUPER-TONIC  AND  TONIC  THIRTEENTH. 

i. — Describe  the  Chords  of  the  Super-tonic  and  Tonic  i3th.     How  many  notes,  at  least, 
of  the  complete  chord  must  be  omitted  in  four-part  harmony  ? 

2. — Describe  the  chords  marked  x  in  the  following  examples  : — 


4-, 


£SQE 


-J-a 


•tf- 


P 


^ 


b*  KJ  JJTj 


fta):.  4-   gJ         *    •* 


^^L= 
/  **•   f-j 


(fog        ^-^=  ^.  U~-^ — H 
S^^isH-^  '  pV^^SF^ 


^ 


t=fc^=T: 

3. — With   what   difference   of  notation  would  the    i3ths   in   examples   (£)   and   (d}   be 
usually  written  ? 


EXERCISES  ON  THE  CHORD  OF  THE  SUPER-TONIC  AND  TONIC  THIRTEENTH. 


s 


^=5 


1. 


j  i  j    ; 


9    8 

7- 


6       5     #5 

2 


3— 


3    4 

2  


4         13 

3  7 

f 


6         6 
5 


Hymn-tune. 


P&.4  5i  1   1  —  1  —  n  —  r^L 

^^  —  f  ^  1®  —  n= 

^"^ 

[CV;  t  —  oH  -ty5  p  ^  ^  —  I  —  i  1  -•  H— 

^N                                   &7            fa6           b6              6                6            tJ6               6 

I          \                          54           n5 

i  '  —  i 

7  

6  

T                        1 

3  3 


-f5* rr 


3 


666  6 —  4  6  13  7 

465  2 

4    3  tj  4 


4      >?J 


3. 


5=c 


654 
3-    3 


>7-        6 
,65 

H3- 


t|6 
4 


lj        693 
4        4  P7- 

5~ 


6          7  6 

.4- 


7—       4 
5 —       2 

43 


56 
4— 
3- 


7 

3 — 


CHAPTER  XXV. 

THE  CHORD  OF  THE  AUGMENTED  SIXTH. 

i. — Upon  which  degree  of  a  major  or  minor  key  is  the  chord  of  the  Augmented  6th 
most  frequently  found  ? 

2. — How  many  varieties  of  this  chord  are  in   general  use  ?     Describe  them,  giving  an 
example  of  each,  in  the  key  of  D. 

3. — Resolve  each  of  the  following  chords  in  three  different  ways  : — 


«y  *x        £C» 


State  the  name  frequently  given  to  eacl1  of  the  above  chords, 
4. — What  is  unadvisable  in  the  following  progression  ? 


5. — Explain  each  of   the  following  chords,  and  resolve  each  of   them  in  two  different 
ways  : — 


Y  H^ 


^1 


5. — The  chord  of  the  Augmented  6th  is  sometimes  found  upon  the  Minor  2nd  of  a  key 
Upon  what  chords  does  it  usually  then  resolve  ? 
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y. — Resolve  the  following  chord  in  three  different  ways 


^ 


8, — Describe  how  the  following  chords  are  usually  said  to  be  derived 


(Key  of  F        ^— t.  Og^l! 

r.>  cb  gfrgo^   ?<_ 


major  or  minor. 


EXERCISES  ON  THE  CHORD  OF  THE  AUGMENTED  SIXTH. 

Single  Chant. 


ICC 


3 — — P 


4     3 


*4 

3 


9  j 
7- 


6        4    6j6  6  67436       9  8  6  9  8f6     f —^6      J^-Te  4 

5      >3        ^4   4  4    fi          75  53  4  3 

3  3 


75 


IJ6~     6       46 
4       4     73 
3 


83 


Adagio. 


6,7         66 

bs          s 


6         6 

tl3 


6766          tJ- 


3— 


Ife  —  s  —  s 

°  —  1  1  n  —    —  n  1  —  1  —  >^    1  —    —  i  — 

r^b-fr  — 

=g=g=\ 

—  V- 

—  "  —  s^>— 

rj                 1 

9    8           t 

>7          t]6  —  ^_          13  5                                      '6           98            6 

A                                         7,                                                                                                              H  -, 

calando. 


\-f&y>  p— 

rj           Li    ^ 

3EE: 

—  e  —  :  3  — 

—  P«  V^  }— 

,  ._ 

^=t 

^              46  6 

*5  4  3 
3  3 

—  c  d  
b 

q       .^7 

^4_  _c-i_J 

3    4 
3— 

?             7 

4              tl 

II 

Hymn-tune. 
6 


S 

N=1 

p— 

s  — 

— 

i  1  j  M 

ny  [>r   J    ^  i 

r3  —  •  n 

#665 
443 
3 


7  66        $6         6~ 

4-  4         '$ 


4     32     3 


f(i);  ^  

hr     *    r    r- 

I  f     i     ¥  1 

[  r     •     j    b^~i 

^  —  II 

_^  !  LJ  1  =  ^_L_^  !  1 

^                               7                      4—646 

32                       2 

676 

3 

5i^f^ 

Double  Chant. 
3 

fib  'Z     Q  j  '  ^ 

\                              b      ' 

.  L<^ 
^*\ 

P  p"  '^  c^  '"^  ^~ 
13          S 

4                  6         t|6            6 
2                                44 
3 

7 

HJ 

84 


Elegy.     Larghetto 


6        5        5643        7        # 


X  Accented  Passing-note. 


CHAPTER    XXVI. 


UPON  FURTHER  CHROMATIC   CONCORDS. 

i. — Write  the  chromatic  concord  on  the  minor  2nd  of  each  of  the  following  keys  : — 
A,  B>  and  F#  major,  D,  E  and  A^  minor.  State  which  notes  of  this  chord  are  chromatic  in 
each  form  of  a  key. 

2.— What  is  the  "  Neapolitan  6th  "  ? 

3. — Name  the  two  ways  in  which  the  chromatic  chord  upon  the  minor  2nd  of  the  scale  is 
usually  followed,  and  give  examples  in  the  key  of  E  minor. 


4. — Is  the  doubling  in  the  following  chord  faulty,  or  not  ? — 


5. — Write  out  all  the  chromatic  concords  (other  than  that  on  the  Super-tonic)  in  the  key 
of  D  major, 


6. — Explain  fully  the  chords  marked  X  in  the  following  examples : — 

5       '     J 


a=b 


3 


? 


m 


J 


rr 


J 

A                     f'-f 

r-S          J 

r\        . 

/r  \j  z/ 



f?;C2            U0         r 

—  P  

^j 
i 

^  J- 

•ft»):.  2    p— 

—  <5>  II 

>*>2    I  — 

II 

7. — What  is  meant  by  the  term  "  Tierce  de  Picardie"? 


(     86     ) 
EXERCISES  UPON  FURTHER  CHROMATIC  CONCORDS. 


Grazioso. 


2. 


46 
4 
3 


dim. 


rr^jL       i 

rr          Y  ' 

"  —  r 

h= 

1 

P==J 

^-?  — 

^q 

6           t> 

...  \  — 

—  »  —  ' 

—  n 
9 

^ 

Z^ZZJ 

656 

5 

4     3 


dim. 


6     $4 


987 

z—   # 


S       7 

3      * 


654 

4*2 


X  Allowable  Consecutive  Sths. 


Double  Chant. 
5 


feb  ft   rj  — 

^=t= 

f=\ 

t^=j—  1 

C5  

a  —  I 

(9  <S>  

q 

t~*1r£-"  -B®  —  "  — 

6                    6 

• 

7. 

H 

6 

r    r 

be       5 

^ 

-r 

A 

|-ft»H 

-p  T3  

P  1 

t^l  

^j  

—  ^  o  — 

—  1 

U  , 

L^ 

?-J>  



-J  

= 

—     766      6 6  be 


766766     46        65 


fe 


.  |  Sequence. 


m 


346       7 


T        ,6      6 


466 
2         5 


8    7    |       f 

i 


5t]6#6 
3— 


[^Pl>  ^f  '  r  1 

r^r/T  j>| 

-/T]  i  •/•!  r 

—  hH  —  [>P  —  r  *  ^  —  =i  —  H 

^          <;    6    6     t;b6  6 

68     7  6  |? 

J  J  *  —  -  —  g= 

•  *    v  —  '  —  3  —  3  —  « 

6      t»         6 

3I?7              C 

6  b^? 

Hr 

U3 

M5 

Hymn-tune. 
3 


[7^)  4  ft  ,,4   fj    I 

I    J    »      .q 

P 

—  T^  — 

(  

1 

&>~~  1 

r^  .      M 

6                     6 

—  zJ  o  eJ— 

b      e        * 

4              3 

_fi__^_ 
6 

6            * 

666 

4      ti3         4 


X  The  "  7  "  bere  is  intended  as  an  accented  Passing- not^. 


CHROMATIC  SCALE  HARMONIZED. 


6. 


643          698       *        7    6        #6        t>7 

&5  4—        H,-         tls 


>6  5 
*- 


CHAPTER    XXVII. 


PEDALS, 
i.— What  is  a  "Pedal,"  or  "Pedal-note"? 

2. — Which  notes  of  a  scale  are,  almost  exclusively,  used  for  the  purpose  of  "  Pedal-note*"? 
Describe,  as  nearly  as  you  can,  the  mental  effect  of  each. 

3. — What  is  to  be  regarded  as  the  bass  (*'.)  when  the  pedal  forms  part  of  the  harmony  : 
and  (it.)  when  the  pedal  forms  no  part  of  the  harmony  ? 

4. — Name  the  keys  most  usually  employed  in  modulating  on  a  pedal  bass. 

5. — Is  the  pedal-note  in  the  succeeding  example  quitted  correctly  ?     Give  the  reason  for 
your  answer. 


6. — Write  an  example  ot  (/.)  a  "  Double- Pedal ";  (it.)  an  "  Inverted-Pedal. 
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CHAPTER   XXVI II. 

ENHARMONIC   MODULATION 

x. — What  is  meant  by  Enharmonic  Modulation  r 

2. — What  chords  are  the  most  useful  for  the  purpose  of  such  Enharmonic  Modulation  ? 

3. — Write  several  four-bar  phrases,  exemplifying  modulations  from  the  key  of  C  major  to 
every  other  major  and  minor  key,  by  means  of  enharmonic  changes  in  the  notation  of  the 
following  chord  : — 


4. — Modulate  enharmonically   from  the  key  of  G  to  the  key  of  D?  by  means  of  the 
following  chord  : — 


5. — Modulate  enharmonically  from  the  key  of  G  to  the  key  of  E?  by  means  of  the 
following  chord    — 


i^fl 

II 


EXERCISES  ON  ENHARMONIC  MODULATION. 

Allegretto  moderate. 


1. 


n/'j  ^  -i  j 

ri  —  r"  —  J  J  J  J  1 

p^  

,        f    u  J^^,   " 

? 

/r*\  •  n        1               L  1 

j     j  i  j    J—  tJ  —  i 

^T~l  1  

6        4 

ftl 

i  • 

7     65     6                       6          5      4 

683 

-b<d  J  — 

t>7                65 

Bi 

H  1 

/"l  —  ( 

3  ^-T^      r~ 

^  .     _.     ....  1 

""S                                                j^"1^ 

J     J        |        |  , 

Tt 

1  L  J  —3  — 

1  —  f-3  fas  —  w  — 

-ff  -±_JL-  J  , 

1  hi: 

*    •*    *     J 

ft 

}          0>  P* 

1                     *(        1 

-eJ  ^-t- 

5               =• 

*^ 

-= 

cres. 

i  b^  

W/ 

1  —  P3  1  1  

I  — 

—  1  1  1 

U 

0.    [>rj                     z 

k3  —  1  — 

— 

t~J  —  T  J  |- 

a  —  ^d-=^ 

— 

^-  —  1  

—  1  J  ^^  * 

be                 7 

7vft 

#4 

#° 

7  0    1 

2  

t4 
*-, 

*s- 


7  f       6 

f3-       4 


6    13  #5 


3— 


ft  9     i*  •  m  /    i 

~j  [- 

J  —  1=3= 

—  rJ  fcj  

J    bj  J  *|J 

J.  1 

"^J  .     n 

-— 

/;           calando. 

\  \   n^n 

«  ^»      T 

7 

1     1 
n  —  6 

"35 

•  j  *  * 
p?= 

H   v^ 
6 

r"j       J- 

W~^ 

2 

7— 

4— 

t>3 

Double  Chant. 
3 


JltJ          J 


2. 


•** r3 


6 

H4 


6- 
t|4- 


felg-fr 
1^*^ 


1 


' 


*     H6, 


J6 

ITS 

3 


7  7 


Andante. 
3 


ft*); 


6    5 
43 


4          6- 


7    6 


,4 
Pa 


^       P7    6         p;         u ^        7  |  $ 


Sequence. 


rJ  ,1  '    ^^^ 


i" 
^ 


6 

t|3 


6     5 

4      3 


b       « 


r  irt  \- 1 J 

6       5  P6 P7 


^ 


-3       7          6- 


-5 

-7 


Hymn- 


tune. 
3 


4. 


B 


^ 


J7        76 


14       l]5 


^ 
4 
3 


*» 


Bs- 

3- 


^ht 


6 
#3 


7         7 


PART  III 


ON     HARMONIZATION 


CHAPTER  XXIX. 


i. — Name  any  points  that  should  generally  be  observed  in  harmonizing  a  melodic  phrase, 
especially  as  regards  the  treatment  of  the  bass. 

2. — Which  of  the  two  second  inversions  marked  X  would  you  consider  to  be  the  more 
successfully  employed  ?     Give  your  reason. 

ifap:^— ^ 


jd_ 
<>     ^^  • 


6  6 

4 


C  /L   #  '4  —  ^  — 

H 

ten      v    F-^       rj 

—  8  \\ 

J      i     f 

A   ^ 

6          6 

4 

3. — State  the  faults  in  the  harmonization  of  the  following  passage  : — 


r  r  r 


J  J 


j  ^  J  |  j.     j  [  1  j   j 


4. — State    when    it    is   usually  good  to   employ   the  "  cadential "  4  in    harmonizing    a 
melodic  phrase. 
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EXERCISES. 


Harmonize  in  four  parts  the  following  phrases,  using  only  ihe  chords  of  the  Tonic,  Sub-dominant,  and 
Dominant.  (The  7th  may  be  added  to  the  Dominant  chord  in  the  last  chord  but  one  in  each  example,  provided 
that  it  is  resolved  properly). 


'  #4       n 

f 

— 

—  n  —  1  H 

)     4    ° 

—  s  —  r- 

-"  —  *—  i- 

-J-^  —  ^  —  I—  «  —  II 

Hh 

=  —  i  —  i  —  t— 

i 

Cl> 

J  J  J_l  1 

^  —  J    J 

—  ?  —  J  —  J  —  J- 

4    ra 

^  ^          Single  Chant. 

—^  1 

H 

"•    ^ 

|^            2  T3  1 

K^  r^—  1 

1     r-* 

o        r* 

- 

—        J 

—  T3  II 

5. 


'  J  ^i  J  J 


J'r  r  r 


^•gs 


Single  Chant. 


7      7^*1^7^ 

—  —  j- 

i  rj 

~F  —  J  —  r 

J     J 

—  =  11 

'•  m     %  ,. 

BE 

3  sJ—  1 

—  «  11 

m 


X  Passing-note. 


t  Arpeggio-note. 
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10. 


11. 


on  Dominant 
Bass. 


Double  Chant 


\/f  k1 

*  <,    -^      1 

a 

1      ™ 

f?    •              \ 

~^= 

J--^|       I! 

(fop  a 

E 

F- 

«5>  —  

"  

>"     - 

r->         °     1 

—  ^;  1 

—  o  

—  rJ  ^—\ 

—  p  

L^ 

Y  Passing-note. 
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CHAPTER    XXX. 

ON   THE   HARMONIZATION   OF   MELODIES   (continued.) 

,. Name  an  important  use  for  the  chord  of  the  Super-tonic  of  any  major  or  minor 

key.  Give  examples. 

2. Under  what  conditions  only  is  it  usually  advisable  to  follow  the  Super-tonic  chord 

in  a  major  key  by  that  of  the  Tonic  ?  Give  examples 

3._Name  an  important  use  for  the  Sub-mediant  chord  in  a  major  or  minor  key.  Give 
examples. 

4.— Correct  the  harmonization  of  the  following  passage,  stating  what  is  wrong  in  the  use 
of  the  chords  marked  X  : — 

!*\ 


f 


j. 


Jl 


I  I 


Jl 


EXERCISES. 

Harmonize  the  following,   using  chiefly  the  Tonic,   Dominant  and  Sub-dominant  chords ;  but  occasionally 
introducing  the  Super-tonic  and  Sub-mediant  chords. 


^ 


on  Dominant 
Bass. 


3. 


J    J- 


Hs3f 

Cadence. 


i  —  '  JL     Single  Chan 

•-^-ri 

i  —  ;  M 

o  1 

B 

|F  1      3 

Interrupted 
Cadence. 

J  _  1 

—  H  

— 



L... 

X  Passing -note. 


t  Accented  Passing-note. 


5. 
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>     Hymn-tune. 


/L     V*^  — 

-^  

1  j  • 

1 

•{&  ^  2*  &  

1  

6>—  TTJ  ' 

UM 

h~r:?  —  3  —  e 

1  £J 

f  J    t         1 

!  -J 

on  Dominant 
Bass. 


6. 


rirr 


Plagal 
Cadence. 


4. — Why  is  it  incorrect  to  use  the  chord  of  the  Dominant  7th  in  order  to  harmonize  the 
notes  marked  X  in  the  following  example  ? 

X 


»    II 


5. — Write  a  short  passage  exemplifying  the  use  of  the  "  chord  of  the  Added  6th  "  in 
harmonization.     When  is  it  most  frequently  employed  ? 

6. — What  is  faulty  in  the  following  progression  ? 


@3r£  r     77 

N-^11  ^     I         frz: 


EXERCISES. 

Include  occasionally  the  various  positions  of  the  Dominant  7th,  and,  where  possible,  illustrate  the  use  of  the 
"Added  6th." 


^ 


Plagal 
Cadence. 


f  Accented  Passing-note. 


r  Jir  cr  H 


Half 
Cadence. 


Double  Chant. 


K  x 
fer^  ^^  J  1  ~  =fF^=  =FF=  I>-J 

1! 

-fo-P-i2  CJ  !  —£l  _•  1 

—  e 

-"  II 

Hymn-tune. 


5 


lialf 
Cadence 


X      t 


12.  HK 


^^ 


^1 


X  1'assing-note. 


t  Accciucd  1 'a^iing -note. 
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CHAPTER   XXXI. 

i.— Add  some  suitable  chord  (not  the  chord  of  the  Tonic),  in  the  blank  space  preceding 
each  of  the  following  perfect  cadences,  in  order  to  exemplify  the  more  usual  methods  of 
leading  up  to  such  cadences. 


i 


m 


4-r 


s 


rJ 


ma 


2. — What  is  an  "  Inverted  Cadence  "  ?     Give  some  examples. 
3. — Write  some  examples  of  "  Half  Cadences  "  in  various  keys. 

4. — Harmonize  the  following  melodic  fragments,  terminating  each  with  an  "  Interruptco 
Cadence." 


MHNtf-^  —  e—  "-  -f5^-  :  /iV-)  i  —  J- 

=N=I 

L*«^-  p  r  r  ^  II 

l(fr>    *  2                                       -^)[>    4   J    »    * 
^                                                    ^ 

W                                    W 

2-I.J-  1  '  r  fn—  dJ 

r^2  —  i  n  —  ~n 
m%  ')  Jt^-l  Q 

(F  Minor.) 
5. — Give  some  examples  of  "  Plagal  "  Cadences 


CHAPTER   XXX11. 

i. — Harmonize  the  following  fragments  of  melody,  each  of  which  contains  an  instance 
of  some  implied  modulation  : — 


fcn: 


pi  'J  r  r  i  r-  r  i  „  H 


EXERCISES  ON  MELODIES  CONTAINING  SIMPLE  MODULATIONS. 

The  Student  is  here  left  to  supply  the  suitable  cadences  himself.     Where  there  is  any  difficulty  in  determining 
whether  the  music  modulates  or  not,  an  indication  of  the  key  is  given. 

Use  only  the  harmonies  allowed  in  the  preceding  exercises. 


Hymn-tune. 


Dr.  BOYCE. 


j  j  r  r 


rv J         fs 


Allegretto. 


j  i  n  J  i 


.^      X 


hfe 


^ 


r   c 


(A  Minor.) 


g 


r  i 


X  Passing-note. 


f  Accented  Passing-note. 


Hymn-tune. 


JEREMIAH  CLARK.. 


8. 


' 


J     * 


*fe 


r    J    J  I  J    J    J 


P   • 


r^nt^-n 


Moderate. 


t      t 


BEETHOVEN. 


J  J  i  J_H 


r  r  i  r-  nr 


N.B. — In   the  two   following  melodies  the  notes   that  are  to  be  treated  as  Passing-notes  are  rarely  marked. 
The  student  should  now  be  able  to  determine  them  himself. 


Vivace. 


HANDEL,     (adapted  from). 


575 

?.i>  V  ra  l  —  in 

-    f»      U      •»                                J       —  '                   M 

—  1  —  ~f~] 

—  1  1  E 

~  1 

' 

1  

z 

•    U* 

)  p  i?  *  *  •  *  *  —  ' 

—  —  —  -*— 

-J  —  J  u 

—^ 

^b 

-A  *— 

f[ 

!2.  1  1  

!  —  ^_ 

1  * 

1  !  —  1  !  E 

)-  — 

P.  —  *  d  

—  ri 

\—i  — 

—  v  —  1  —  <^  —  —  *  — 

I     I           !-'.,..    J 

fl^   '  

J  j  r  lii-LJ 


S 


^J  J  J 


X  Passing-note. 


Accented  passing-note.  #  Anticinatory-note. 
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Hymn-tune. 


Ancienx. 


6. 


^^ 


SJl^TT.J  rjjf 


J    J  tir->    J 
"    «g         " 


J_J      I  .J  J  pi 


CHAPTER  XXXIII. 

I.  — Divide  the  following  passages  into  their  various  phrases,  marking  also  any  sectional 
sub-divisions  of  such  phrases  : — 


BEETHOVEN. 


CHOPIN. 


tr- 


•rv-tJ  J 


5T 


-sK^ 


f=E=£ 
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SCHUMANN. 


tr- 


*EE£ 


Andante  espressivo. 


MENDELSSOHN. 


P=pqp= 


-* — r 
'      ' 


a  — Harmonize  the  following  passage  without  modulating  from  the  Key  of  G 
,        Allegro. 


EXERCISES. 


Somewliat  more  difficult  melodies,  intended  to  be  harmonized  on  a  freer  harmonic  basis.     The  pauses  in  the 
Chorals  indicate  the  position  of  the  Cadences. 


Choral. 


Andante  mesto. 
P 


Mfc 


m 


Si 


*       * 


(Interrupted 
Cadence.) 


Choral. 


g^t 


*= 


^ 


S 


4. 


Moderate  tranauillo. 

FHMra    ^      —  =  '  -    ^ 

>  «  l\.     ,^l=y=tg=fe= 

r^^-^ 

=  —  »  

-  — 

J       J       •'I 

_J  S  :—  -j 

feE 


sag 


calando. 


(On  Tonic 
Lpedal  to  end.)  P 


nt.  e  dim. 


Garotte. 
Allegro. 


tr 


v  r    •  •  g 


^^ 


(Key  D>.) 


^^**J 


i 


tr. 


33S 


J 


r»/.  un  poco. 


SCHUBERT. 


Adagio. 


a  tempo. 
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CHAPTER    XXXIV. 

ON    THE  FREE  ACCOMPANIMENT  OF  MELODIES. 

i. — State  what  is  defective  in  the  treatment  of  the  following  pianoforte  accompaniment ; 
make  any  suggestions  for  its  improvement. 
Allegro  vivace. 


VIOLIN 


r  r  MJ  J 


m 


//-_ 


tr- 


2. — Elaborate  the  following  succession  of  harmonies  into  various  forms  of  pianoforte 
iccompaniment  by  means  of  dispersing  the  notes  of  the  chords  in  arpeggio,  &c.  (Vary  the 
kind  of  time  employed  in  each  instance).  The  length  of  the  chords  may  be  changed  at  will. 


_  -1 

—  ,-j  — 

—  c-5  —  1 

1| 

«)  —  &— 

^t-^— 

—  g  — 

-&- 

—  g— 

a 

8 

•* 

™x>    \\ 

-#=?•  — 

Ci  

—  ?n  — 

—  o  —  II 

3. — Correct  the  faults  in  the  following  : — 


io8 


4.— Improve  the  following  example  of  accompaniment,  enumerating  the  faults  contained 
therein  : — 


"        J     J-   '  r     J 


f  njsjn  a  n» 
-*-  -*-  -+'•*-  ~-<*-  -+- 


5- — Is  the  doubling  of  the  notes  marked  X  correct,  or  not  ?     State  your  reason. 
XX    X 


EXERCISES. 


MELODIES  TO  WHICH  A  PIANOFORTE  ACCOMPANIMENT  is  TO  BE  WRITTEN. 


"  Now,  Robin,  lend  to  me  thy  bow." 
Con  spirito. 


Old  English,  c.  1568. 


m  *  • 


"Ah,  the  sighs  that  come  from  my  freart. 
Con  espressionc.        


Old  English:  time  of  Henry  VIII. 


MJ    UIJ. 


2. 


nr  '  —  * 

F~\~ 

—  r~  —  ^ 

—  f^*  —  i 

»—  *  — 

s-b 

r  *  '  -i 

—  >  —  0 

i    - 

=^ 

J-  *       ' 

L»j  —  1 

— 

"  Oh,  come  you  from  Newcastle?' 

Andante. 


Old  English,  i6th  Century. 


J.j'IJ  r  f 


Andante  espressivo. 
Violin 


dim.  e  rit. 


"  Cold  and  raw's  the  nijjht  without." 
Moderate. 


6 


T? 

Old  English  :  before  1640. 

E 
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CHAPTER   XXXV. 

ON   HARMONIZING   AN   UNFIGURED   BASS 

i. — Construct  tables,  shewing  the  chords  possible  on  every  degree  of  the  scales  of  D  major 
and  D  minor,  using  only  Concordant  Triads  (or  their  inversions)  and  the  Dominant  7th  and 
its  inversions. 

2. — Enumerate  and  correct  the  faults  in  the  harmonization  of  the  following  bass : — 

_L 


iicn  "  i 

I 

{•-j 

• 

—  t- 

0 

-"  9— 

^E  f-Td  

'  . 

4>- 

—r 
j.  J 

-j 

A      J 

r^r  ^ 

A      J 

T  r 

E 

d^TJ     n 

(WJL    •*; 

^ 

£-. 

I 

•. 

—  E*  —  «-i 

.          ..  ._._- 

-*?.  —  J 

fs     • 

f.-     \°     || 

- 

1 

—  P 

1. 


EXERCISES. 
ADD  ALTO  AND  TENOR  PARTS* 

(Use  only  Concordant  Triads  and  the  various  positions  of  the  Dominant  7th.) 


a 

/  f  *t  #  %     i    -i 

]  '      —  .j 

i 

i  —  =r  —  r 

h*5*  —  ?^~l 

s 

)     T   fffr 

^.fcra~ 

r-> 

e 

^ 

r: 

™* 

r; 

— 
- 

r?  — 

^^"*  *fz 

—  i  — 

rj 



l   |    -'''  f"4— 

°  •  — 

'  —  — 

il 
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Double  Chant. 


2. 


ADD  SOPRANO,  ALTO  AND  TENOR. 


Hymn-tune. 


(KeyEtM 


Andante. 


^WS-rJrdfc  —  ^  —  1 

r>    1     |      | 

»=: 

jggjflh— 

—  r  —  1~ 

'       ^    ty  —* 

1      .     1 

— 

h  r  1°  —  uJ 

X  Passing-note. 


6. 


r<            f 

>—  f—  fn 

FT  —  n 

-o  ar- 

x 

'  —  ± 

-  —  Ti 

r9  —  n 

s 

\S£    A 

' 

-1  1 

1.  1    .      1 

_^  =L_ 

i  —  *j 

~T^J? 


JJ'V    -I^-U 


(C  Minor.) 


MORE  DIFFICULT  UNFIGURED  BASSES. 


Hymn-tune. 


i. 


fjj  i  r  j  j  ,  i  r+i=^ 


Andante  moderate. 

mf  ...      "* 


"»• »s- 

j  •' 


'    II 


Valse. 


h*         r-* 

-at  p  p— 

_j  

i  n 

^N 

!         '           ' 

^*  

HI   r    r| 

Lj_I  —  LJ 

5       «      >:» 

^_^*  ^    1 

X  Passing-note. 


.1  i     «/ 


I        T 

,o  J 


r    r 


p^ 


£=£ 


r    r 


March. 

Allegro  viva  ft. 


t.  I^TTt^ 


;-:  ? 


rit.  un  poco. 


P: 


Choral. 
mf 


r-^  '-/    ^ 


o  p, 


-~.     PP  calando. 
"- 


SCHUBERT. 


6. 


s                       f 

rf3  —  r=n 

— 

^~H 

rr^Fq 

«:    tp- 

v^_|i£_ 

_i  1  

—  i  r  —  !  — 

-1  1  — 

^=- 

1  __l 

r>  .  JL  i  1 

(w$#  —  '  p  —  ' 

«£,>           ^        ^ 

fa»  

•^  ff  p  — 

' 

1  *— 

— 

Andante  tranquillo. 


MENDELSSOHN. 


dun. 


=?- 


^ 


Choral. 


BACH. 


f*^I 


^=F 


] 


oo 


-] 


; 
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PRAGTIGAL  MUSICIANSHIP  BOOKLETS 

The  "live"  teacher  will,  in  future,  give  the  usual  individual  lesson 
and  in  addition  form  a  weekly  class  in  which  aural  training,  musicianship 
and  musical  analysis  will  each  play  an  important  part.  The  under- 
mentioned books  will  give  the  teacher  every  aid  in  this  matter. 

SIGHT-READING  AT  THE  PIANO.     Alec  Rowley. 

(In  three  Stages)  each  net  Is. 

Sight-Reading  can  be  taught.      Alec  Rowley  has   evolved  an   entirely 
new  method  in  which  eye,  ear  and  hand  are  correlated.     Teachers  and 
pupils  will  be  amazed  at  the  progress  resulting  from  the  use  of  these 
booklets. 
TRANSPOSING  AT  THE  PIANO.     J.  Raymond  Tobin. 

(In  three  Stages)  each  net  Is. 
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these  booklets.  The  author  has  given  simple  rules,  and  explained 
them  so  effectively  that  even  the  dullest  pupil  will  understand. 

MODULATION  AT  THE  PIANO.     J.  Raymond  Tobin. 

(In  three  Stages)  each  net  Is. 

Following  on  the  lines  of  the  above  booklets,  the  author  has,  in  the 
most  simple  manner,  evolved  a  real  Musicianship  series. 

HARMONISATIQN  AT  THE  PIANO. 

By  Alec  Rowley  and  J.  Raymond  Tobin.  (Three  Stages)  each  net  Is. 
These  booklets  make  Harmony  a  reality,  ensure  keyboard  facility  in  the 
use  of  chords  and — through  a  constant  use  of  hand  and  ear — develop  a 
thorough  and  practical  knowledge. 

MELODY  MAKING  AT  THE  PIANO. 

By  Alec  Rowley  and  J.  Raymond  Tobin.       (In  three  Stages)   each  net  Is. 
Here  the  pupil  is  shewn  how  to  build  melodies,  and  how  to  space  his 
work,  by  the  use  of  cadences. 
A  really  creative  idea  that  can  be  assimilated  and  used  by  all  ages. 

GRADED   TESTS    IN   PRACTICAL   MUSICIANSHIP  AND 
MUSICAL    INITIATIVE.  Book  I.     Elementary— Junior. 

Book  II.    Junior — Intermediate.     Book  III.    Intermediate— Advanced. 
By  Alec  Rowley  and  J.  Raymond  Tobin.        (In  three  Books)  each  net  Is. 
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foundational  things  that  every  teacher  will  be  glad  to  show  and  every 

pupil  glad  to  know. 
THE  MUSICIANSHIP  BOOK  OF  SCALE  AND  ARPEGGIO  TESTS. 

By  Alec  Rowley  and  J.  Raymond  Tobin.  (Two  Books)  each  net  Is. 
"  READ-THINK-PLAY-LISTEN  "  is  the  guidepost  of  these  new  tests  which 
are  indispensable  to  the  modern  teacher.  They  aid  better  scale-playing, 
hold  the  pupil's  interest,  build  up  musicianship  and  encourage  musical 
initiative. 

ADVENTURES  IN  IMPROVISATION. 

By  Frederick  Nicholls  and  J.  Raymond  Tobin.  net  2s.  6d. 

A  thoroughly  practical  book.  Thematic  development,  key  and  mode 
contrast,  continuity,  sequence,  shape  and  other  means  of  maintaining 
interest  are  demonstrated  simply  and  directly.  Exercises,  with  key 
scheme  and  plan,  are  included  to  assist  entrants  for  Diploma  Examina- 
tions of  the  R.C.O.,  R.A.M.,  T.C.L.,  etc. 

THE  APPRECIATION,  OR  LISTENING,  CLASS. 

By  Stewart  Macpherson.  (Stiff  Paper  Covers)  net  4s. 

A  new  and  revised  edition  of  a  most  popular  book  for  the  understanding 
and  knowledge  of  what  to  listen  for.  In  class  work  or  private  teaching 
or  reading,  this  finely  written  and  easily  understood  work  is  invaluable 
to  the  "  live  "  musician. 

London:  Joseph  Williams,  Limited  32  Great  Portland  St.,  W.I 
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90  Liszt,  F.           ...  Liebeslied  (Schumann)  (A)     ...     2     0 

10  Chopin,  F. 

Maiurka  in  C,  Op.  33  No.  3  (H) 

1 

0 

91  Jensen,  A.      ...   Barcarolle,  Op.  33  No.  10  (j)     1     6 

11  Bach,  P.  E.     ... 

Solfeggietto  in  C  minor  (j)     ... 

1 

0 

92  Heller,  S.       ...  Saltarello,  Op.  77  (A)           ...     2    0 

12  Loeilly  

Giga  in  G  minor  (j)    ... 

1 

0 

93  Beethoven     ...    Bagatelle,  Op.  119  No.  1  (H)     1     0 

13  Schubert,  F.    ... 

Impromptu  in  B  flat,  Op.  142 

94  Handel,  G.  F....   Prelude  in  B  flat  (j)  1     6 

No.  3  (jv        

o 

0 

95  Field,  J.          ...   Nocturne  No.  5  in  B  flat  (L)     1     6 

14  Rameau,  J.  P.... 

1-e  Rappel  des  Oiseaux  (A)  ... 

1 

6 

96  Scarlatti,  A.  ...  Sonata  in  C  (A)         1     6 

15  Kjerulf,  H.      ... 

Spring  Song  (H)           

1 

6 

97  Gade,  N.         ...  Elegy,  Op.  19  No.  1  (L)       ...     1     0 

16  Tschaikowsky... 

Sweet  Dreams,Op.39  No.  1  (E) 

1 

0 

98  Scarlatti        ...  Allegretto  in  E  minor  (L)     ...     1     0 

17  Bennett,  W.S.... 

Rondo   Piacevole,  Op.  25  (A) 

•2 

0 

99  Kullak,  T.      ...  Dreaming  of  Angels  (L)        ...     1     0 

18  Dr.  Arne 

JiginG(L)       

1 

0 

100  Schumann,  R....  Romance  in  F  Sharp  (j)     ...     1     0 

19  Bach.  W.  F.    ... 

Fughetta  in  D  (H)       

1 

0 

101  Bach,  P.  E.    ...   Rondo  in  B  minor  (H)          ...     1     0 

20  Bennett,  W.S.... 

Introduzione  e  Pastorale  (H)... 

9 

(i 

102  Handel,  G.  F....  Two  Menuets  (Nos.  6  and  7  of 

21  Schumann,  R.... 

Fairy  Dance,  Op.  124  No.  5  (j) 

1 

0 

Sept  Pieces  (E)      1     0 

22  Ran,  J. 

L'espiegle.    Valse  de  Salon,  (j) 

2 

0 

103  Heller,  S.       ...   L'Avalanche.Op.  45  No.  2  (L)      1     0 

23  Dacquin,  C.     ... 

Le  Coucou,  Rondo  in  Eminor  (j) 

1 

6 

104  Chopin,  F.      ...   Nocturne.     Op.  9      No.  2  (j)     1     0 

24  Beethoven 

Fur  Elise  (L)     

1 

(i 

105  Mendelssohn...  Spring  Song,  Op.  62  No.  6  (j)     1     0 

25  Jensen,  A. 

Elfin  Dance,  Op.  33  No.  5  (L) 

I 

0 

106  Mendelssohn...  The  Bee's  Wedding  (j)        ...     1     0 

26  Jensen,  A. 

1st  and  2nd  Waltzes,  Op.  33 

107  Schumann,  R....  Nachtstuck,  Op.  23  No.  4  (j)     1     6 

27  Beethoven 

Nos.  7  and  8  (L)       
Sonatina  in  F  (E)        

1 
1 

0 
6 

10S  Schumann  R   *  Breaming,  Op.  15  No.  7  (L)  ,.\.     - 
3  Schumann,  R.  ^  bAt  the  Fireside  Op  15  No.8(L)  f  I 

28  Beethoven 

Sonatina  in  G  (E)        

1 

<> 

109  Bennett,  S.     ...  Toccata,  Op.  38  (A)  2     0 

29  Heller,  S. 

Three  Original  Melodies  (j)   ... 

•> 

0 

110  Handel,  G.  F.      Capriccio  in  G  minor  (H)     ...     1     0 

30  Thomas,  A.     ... 

Mignon  Gavotte  (H)    

1 

6 

111  Schumann.R...  The  Wayside  Inn  (j)  1     0 

31  Kullak,  Th.     ... 

TheNightingale.Op.81  No.8(E) 

1 

0 

112  Haydn,  J.       ...  The  Gipsy  Rondo  (j)           ...     2     0 

:)2  Heller,  S. 

Tarantelle  in  A  flat  (j) 

^ 

0 

113  Schumann.R....  Novellette,  Op.  99  No.  9  (j)       18 

33  Tschaikowsky... 

April,  Op.  37a  No.  4  (H) 

1 

6 

114  Bach,  J.  S.    ...  Prelude  in  C  minor  (L)         ...     1     0 

34  Tschaikowsky... 

June,  Op.  37a  No.  6  (j) 

1 

(i 

115  Heller,  S.       ...   Andante    Cantabile,    Op.  46 

35  Tschaikowsky  .. 

December,  Op.  37a  No.  12  (n) 

2 

0 

No.  8  (H)    1     0 

36  Tschaikowsky... 

Chanson  Triste,Op.40  No.2  (H) 

1 

0 

116  Tschaikowsky     Mazurka,  Op.  39  No.  10  (L)...     I     0 

37  Henselt,  A. 

Fruhlingslied,  Op.  15  (A) 

1 

0 

117  Schumann,R....  Whims,  Op.  12  No.  4  (j)      ...     2    0 

38  Grieg,  E. 

Norwegian  Bridal  Procession(j) 

•> 

0 

118  Sohumann.R....  Knight  Rupert  (L)     I     0 

39  Paradies,  P.  D... 

Toccata  in  A  (j)          

\ 

0 

119  Bach,  J.  S.     ...  Gavotte  and  Musette  (j)      ...      I     0 

40  Schytte,  L.      ... 

Berceuse  in  G  major,  Op.  26 

120  Tschaikowsky     Chant  sans  Paroles  (j)         ...     1     6 

No.  7(L)       

1 

0 

121  Weber.C.M.Von   Minuet    in    E    minor    (From 

41  Schubert,  F.    ... 

Scherzo  in  B  flat  (H)   

1 

0 

Sonata  No.  1  in  C)  (j)     ...     2     0 

42  Rubinstein,  A.... 

Valse.  Caprice  in  E  flat  (A)      ... 

2 

0 

122  Martini,  G.B....  Gavotte  in  F  (j)        1     6 

43  Gade,  N.  W.    ... 

Ringeltanz  in  A  minor  (L)     ... 

1 

0 

123  dementi,  M.  ...  Gavotte  in  B  flat  (L)  1     0 

44  Beethoven 

Minuet  in  G  (i.)            

1 

0 

1-24  Pascal,  F.       ...  Dolly's  Minuet  (L)     ~1     6 

i 

aMelody,  Op.  68  No.  1  (E)       .  ..  \ 

t 

• 

125  Reinecke,  C.  ...  Minuet  in  D  (L)         1     6 

45  Schumann,  R. 

sSoldiers'Marcb,  Op.  68  No.  2(E)  1 

" 

126  Dr.  Blow         ...  Gavotte  in  G  minor  (H)        ...     1     0 

46  Tschaikowsky... 

Feuilled'  Album,  Op.  19  No.3(j) 

1 

0 

127  Couperin,  F.  ...  La    Fleurie     ou     la     tendre 

47  Jensen,  A. 

Romance,  Op.  33  No.  6  (H)   ... 

1 

0 

Nanette  (H)           1     0 

48  Schumann,  R.... 

Why?     Op.  12  No.  3  (A) 

1 

0 

128  Beethoven      ...  Two  Minuets  in  C  and  D  (H)     1     6 

49  Schumann,  R.... 

Novelette  in  F,  Op.  21  No.  1  (A) 

2 

0 

1-19  Bach,  J.  S.     ...   Two  Minuets  in  B  flat  (From 

50  Schumann,  R.... 

Novelette  in  E,  Op.  21  No.  7  (A) 

'2 

0 

1st  Partita)  (H)     1     6 

51  Rubinstein,  A.... 

Melody  in  F,  Op.  3  No.  1  (H) 

2 

0 

130  Handel,  G.  F....  Menuet  (from  "  Berenice  ")  (L)     I     0 

52  Rhelnberger,  J. 

La  Chasse,  Op.  5  (A)  

g 

0 

131  Borodine,  A  Au  couvent,  Op.  1  No.  1  (A)...     1     6 

53  Burgmuller,  F. 

L'harmonie  des  Anges,  Op.  100 

132  Handel,  G.F....  Largo  in  G  (from  "Xerxes")  (j)     1     6 

Nc.  21  (E)     

1 

0 

133  Bach,  J.  S.     ...   Prelude  in  C  minor,  No.  3  (L)      10 

54  Handel,  G.  F.  ... 

The  Harmonious  Blacksmith(A) 

2 

0 

134  Schumann,  R...   Merry     Peasant     and     First 

55  Burgmuller,F.... 

Rondoletto  in  C,  Op.  76  (E)  ... 

1 

6 

Sorrow  (E)  1     0 

56  Rubinstein,  A.... 

Romance   in    E   flat,   Op.   44 

135  Scarlatti,  D.  ...  Pastorale  in  D  minor  (j)       ...     1     0 

No.  l(j)       

1 

0 

136  Dussek,  J.L....  Sonatina  in  G,  Op.  20  No.  1  (L)     1     6 

57  Chopin,  F. 

Marche  Fundbre,  Op.  35  (A)  ... 

1 

r> 

137  Chopin,  F.      ...  Nocturne  VI  in  G  minor,  Op.  15 

J>8  Chopin,  F. 

Valse  in  D  flat,  Op.  64  No.  1  (j) 

1 

0 

No.  3  (j)        1     0 

69  Haydn,  J. 

Andante  in  B  flat  with  varia- 

13S Schumann.R....  Cradle  Song.  Op.  124  No.  6  (E)     1     0 

tions  (H)        ...'        

0 

0 

139  Schumann.R....  Schlummerlied,  Op.  124  No. 

60  Burgmuller,  F. 

Rondo  Alia  Turca,  Op.  68  (L)... 

1 

0 

16  (H)           2     0 

61  Hummel,  J.N.... 
62  Kuhlau,  F.  J.  ... 

Rondoletto  in  C,  Op.  52  (E)  ... 
Allegro  Burlesca,  from  Op.  88 

1 

0 

un  c.hnm.nn  n   /  a  TheWildRider,Op.08  No  .8  (E)  \  .     ft 
140  Schumann,R.  |  b  Reaper.sSong(Op.e8  No.l8(B)  }  l     ° 

No.  3(H)       

1 

0 

141  Rafl,  J.           ...  Cavatina,  Op.  85  No.  3  (H)   ...     2     0 

63  Field,  J. 

Nocturne  No.  8  in  A  major  (j) 

1 

0 

142  Chopin,  F.      ...    Valse  in  C  sharp  minor,Op.  64 

64  Handel,  G.  F.  ... 

Allemande  in  G  minor,  from  the 

No.  2(j)      1     6 

16th  Suite  (H)          

1 

0 

143  Schubert,  F.  ...  Marche     Militaire,      Op.     51 

65  Bach,  J.  S. 

Prelude    and    Fugue    in    D, 

No.  1  (H)     1     6 

No.  5  (A)       

1 

0 

144  Beethoven       ...  Bagatelle  inF,  Op.  33  No.  3  (L)     1     0 

„,.  1  Purcell,  H.    ... 

Minuet  in  G  (Suite  No.  1)  (L)...  1 

1 

A 

145  Grieg,  E.        ...  Carnival  Scene,  Op.  19  No.3(A)     2     0 

66  i  Arnold,  S.     ... 

Giga  in  A  minor  (H)    1 

146  Arne,  Thomas     Sonata  No.  6  (E)       1     0 

67  Mozart,  W.  A.... 

Rondo  Alia  Turca  (j)  

s 

0 

147  Chopin,  F.      ...  Fantaisie  impromptu,  Op.  6  6  (A)  2     0 

68  Moscheles,  I.  ... 

Rondo  in  B  flat  (H)     

2 

0 

148  Schumann,  R.    Finale  (Endevom  Lied),  Op.  12 

69  Steibelt,  D.      ... 

Rondeau  Turc  in  C  (H) 

•2 

0 

No.  8  (A)     1     6 

70  Beethoven 

Les  adieux  (L)  

•2 

n 

149  Scarlatti,  D.  ...  Sonata  "The  Cat's  Fugue"  (A)     2    0 

71  Liszt,  F. 

Soirees  de  Vienne,  No.  6  (A)  ... 

2 

0 

150  Bach,  J.  S.     ...  Air  in  C  minor,  French  Suite, 

72  Rachmaninoft... 
73  Jensen,  A. 

Prelude  in  C  sharp  minor  (A)  ... 
The  Mill,  Op.  17  No.  3  (H)     ... 

:] 

0 
0 

No.  2  (H)     1     6 
151  Mozart,  W.  A.     Menuetto  1  and  2  (from  Sonata 

74  Rafl.  J. 

Polka  de  la  Reine,  Op.  95  (A) 

:> 

0 

in  E  flat)  (L)             I     0 

75  Kullak,  T.       ... 

Boating  on  the  Lake  (E) 

i 

d 

152  Chopin,  F.      ...  Mazurka   in  A  minor,  Op.  7 

76  Handel,  G.  F.  ... 

Corrente  in  F  (L)         

i 

0 

No.  2  (H)      1     0 

77  Rubinstein,  A.... 

Study  in  C,  Op.  32  No.  2  (A) 

2 

0 

153  Heller,  S.        ...  Barcarolle,  Op.  16  No.  4  (j)...      1     0 

78  Hummel,   J.   N. 

Allegro  in  C,  Op.  42  No.  2  (L)... 

•  > 

0 

154  Heller,  S.        ...  Nocturne   in   A   flat,   Op.   16 

79  Tschaikowsky... 
80  Rafl,  J. 

Song  of  the  Lark  (H)  
La  Fileuse,  Op.  157  (A) 

1 

0 
0 

No.  17  (H)     ...         1     6 
155  Jensen,  A.      ...  Hungarian    Melody,    Op.    3:> 

81  Chopin,  F. 
82  Liszt,  F 

Valsein  E  minor  (Op.posth.)  (j) 
Romance  from  "  Tannhauser" 

1 

6 

No.  13  (H)  1     0 
156  Schumann,  R.  ..  Two  Album  Leaves,  Op.  99  (H)     1    0 

(Wagner)  (A)            

2 

0 

157  Mozart,   W.   A.  Fantasia  and  Fugue  in  C  (A)...     2     0 
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